historical score and a contemporary one can provide scholars with great insights into the transformation of the audiovisual language. In this chapter, I will outline problems and purposes of a comparative study of music for silent film. The exposition will rest on examples from different interpretations of Fritz Lang's Metropolis (1927) (Gottfried Huppertz, 1927; Bernd Schultheis, 2001) and Buster Keaton's The General (1926) (Robert Israel, 1995; Joe Hisaishi, 2004; Alloy Orchestra, 2004) .
General film music studies have not felt the urge to develop comparative analyses of this kind, as it is obvious how, since the advent of sound cinema, each film receives a unique and unchanging synchronized soundtrack. The exceptional cases of alternative scores for sound films were too few to lure researchers into analytically comparing the efforts of different composers on the same film on a larger scale. Moreover, even if an alternate score is commercially available -as in the case of Alex North's unused music for 2001: A Space Odyssey (Stanley Kubrick, 1968) and Bernard Herrmann's score for Torn Curtain (Alfred Hitchcock, 1966) -there is usually no version of the actual film featuring it. So, it would not be possible to work on defined audiovisual relationships, but just on hypotheses. 4 In addition to that, it is necessary to remark how the expression 'comparative studies' should always be used with great care and be properly explained. In fact, comparative research is generally understood as a research method mostly applied in literary criticism, or in sociology and cultural studies. On the one hand, 'Comparative literature . . . in brief . . . is the comparison of one literature with another or others, and the comparison of literature with other spheres of human expression.' 5 On the other hand, 'Comparative research or analysis is a broad term that includes both quantitative and qualitative comparison of social entities.' 6 Even when used with regard to other disciplines, comparative research is usually associated with a social and cultural point of view and often with a comparison between relevantly different objects. This is not, however, a strict rule: as an example, comparative literature is of course entitled to study a text and its transcription, even when they both use the same linguistic code and they come from the same age.
7 The comparative study of cultural objects with a high grade of affinity is thus a reasonable option. In the area of music, comparative musicology was the first denomination of ethnomusicology (up to the 1950s), and it mostly referred to the cross-cultural study of the musical expression. 8 As for cinema, nowadays we can still quote Paul Willemen: ' . . . It must be acknowledged that comparative studies in cinema do not as yet exist'.
